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CHAPTER I
THE PROBLEM AND DEFINITIONS OF

TE.RMS

USED

There has always been controversy over how the
adolescent boy's changing voice should be handled.

Several

theories have been advanced and many methods used.

The

problem of the changing voice is a challenging responsibility
for the vocal music teacher of adolescent boys.

I.
Statement

THE PROBLEM

.2f the problem.

It was the purpose of this

study (1) to arrive at an understanding of the vocal mechanism and how it changes during the changing voice period,
(2) to discover what preparation can be made for the changing
voice period, and (3) to find information on the changing
voice period that would lead to an understanding ot how the
changing voice develops and how it should be cared for and
trained.
Importance of the study.

During the junior high

school years many boys are lost from the vocal music program.
This is partly due to the voice change which boys at this
level encounter.

During this often frustrating, embarrassing,

and difficult time, boys frequently lose interest in singing.
All too often the vocal teacher does not understand exactly
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what is going on during this period and, consequently, does
not know how to handle the situation.

For these reasons it

is important that the vocal teachers of junior high school
boys have a thorough understanding of the development, care,
and treatment of the changing voice.
II.

Alto-tenor.

DEFINITIONS OF TERMS USED
11

The term

alto-tenor 11 will designate the

voice of the boy during the changing voice period.
Break.

The term

11

break" refers to the loss of voice

control due to unequal development of the vocal cords and
the vocal muscles.
Cambiata.

The term

11

cambiata" is synonymous with the

term "alto-tenor."
The change.

In this study the term

11

change 11 is the

period during which the adolescent boy's voice changes from
treble voice to a lower voice of male quality.
Changing voice.

The term "changing voice" is synon-

ymous with the term "alto-tenor. 11
Changing voice period.
period" simply means "change."

The term "changing voice

3
Unchanged voice.

The term "unchanged voice" refers

to the boy•s voice before the changing voice period begins.
The voice change.

The term "voice change" is synon-

ymous with the term "change."
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III.

ORGANIZATION OF THE REMAINDER
OF THE PAPER

The remainder of this paper will be divided into three
sections.

First will be a review of the literature.

chapter is subdivided into four sections.

This

The first section

covers literature on the physiology of the vocal apparatus
and how it changes during the changing voice period.

The

second subdivision tells how the changing voice period may
be prepared for before the change begins 1 and the third
section explains how the voice change develops.

In the

fourth part the care and treatment of the changing voice are
discussed.

A summary chapter follows the review of the

literature 1 and a bibliography of materials used in writing
the study concludes the paper.
IV.

LIMITATIONS OF THE STUDY

The information used in this study was limited to
references contained in the Central Washington College of
Education library.

Since this field is quite large, no

attempt has been made to cover such aspects of the changing
voice problem as the boy's interest in singing at this time1
the problem of the boy's introduction to the bass clef 1 the
type of literature that should be used and its availability 1
and the treatment of music so that it fits the requirements
of the changing voice.

CHAPTER II
Illi"'VIEW OF THE LITERATURE

Many theories and beliefs concerning the boy's
changing voice have been advanced.

A complete about-face

on the handling of the boy's changing voice has occurred in
America over the years.

In this portion of the paper only

current beliefs on the subject are expressed.
The general points covered in this section are an
explanation of the vocal mechanism, how it changes during
the voice change, indications of the approach of the voice
change, preparation of the unchanged voice for the changing
period, indications that the voice is beginning to change,
cause of the change, cause of the breaking voice, two ideas
on the use of the voice during the changing period, testing
adolescent voices, the selection of literature, and singing
practices to be followed.
The materials used in connection with this part of
the study consisted of books from the Central Washington
College of Education library.
I.

THE VOCAL APPARATUS

In approaching the problem of the development, care,
and treatment of the changing voice, the physiology of the
vocal apparatus should be understood.
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The voice is produced inside the larnyx or voice box,
the larnyx being about the size of a walnut.

Dykema (5:286)

tells us that:
The voice box is composed of several parts. There is
the top ring cartilage of the wind-pipe which is shaped
like a signet ring, the smaller side to the front. Over
this is placed the shield cartilage, round with two
protruding horns, one extending up and one down at the
back of the cartilage. Inside both the ring and shield
cartilage and at the back are two small triangular-shaped
muscles, each one holding one end of the two vocal cords.
The other ends of the cords are fastened to the front end
of the ring cartilage, thus drawing them across the
opening left in the ring cartilage.
Gilbert (12:17) explains that the vocal cords are
similar to two elastic bands which vibrate when air passes
between them.

Speaking and singing are the sounds produced

by this vibration.

The two vocal cords are separated when

breathing, but are brought close together and held tense
when singing or speaking so that the passage of air between
them causes them to vibrate.

Increased tension on the vocal

cords raises the pitch of the note.

The longer and thicker

the vocal cords are, the lower the pitch produced.
The vocal cords are limited in length by the size of
the voice box.

Therefore, a voice box will produce pitches

consistent with the muscular tension that can be developed
within it.

Straining of the voice results when the pitch of

a sound is forced higher than the normal muscular action and
cord length justify.
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Dykema (5:286) maintains that prior to adolescence,
the voice boxes of boys and girls are the same size; there•
fore, their voices are alike.

In children the larnyx grows

very rapidly up to six years of age.

After this age there is

very little growth until adolescence, although the larnyx
becomes firmer and stronger.

The voice box of the mature

male is larger than the voice box of the mature female.
During adolescence the size of the male vocal apparatus
increases rapidly.
II.

PREPARING FOR THE CHANGING VOICE PERIOD

According to Morgan (18:414), the best preparation
for the changing voice period is correct training before the
voice begins to change.

Early training is extremely vital

and has great influence upon adolescent vocal practices.
In the grade schools both boys and girls are sopranos
when the chronological and mental ages are constant.

At this

time the entire comfortable vocal range should be used.

When

two or three part songs are used, none of the children should
be assigned to sing the lower parts on all songs.

Rather,

they should be assigned alternately to the various parts so
that all of the children have an opportunity to sing all
parts.

Singing lower parts exclusively at this age may

result in permanent damage to the voice.
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Morgan further believes that the only effective method
of teaching children to sing at this time is with a lyric
quality, using light, clear, free head tones only.
heavy singing should be avoided.

Loud,

An erect, comfortable

posture should be assumed and the mind kept alert so the
singing will be buoyant, pleasing in tone quality, and true
to pitch.

Correct singing habits are developed this way.

Morgan also believes that the range of the songs used
should be from B below middle C to G or G-sharp above the
treble staff.
Concerning the boy's voice before the change begins,
Rangler (20:56) maintains:
When we speak of the light voice we refer to tone
quality and not to volume. Boys discover that they can
sing two ways. The first is with what we call the thick
or heavy voice. It has a range from about For G below
middle c--varying in different voices--to about B-flat
or C above middle c. They also find they can go much
higher by singing a second way with what we call thin
or light quality. The range in this voice is from about
B-flat or middle C to about A or Ban octave above-again varying in different voices. This corresponds
quite closely to the chest tones and head tones of the
adult female soprano voice.
Rangler believes that there are two steps to keep in
mind when training boys' voices prior to the voice change.
The first step is to develop the use of the light quality
throughout the entire voice range.

After this has been

accomplished, the second step is to so blend the light
quality into the heavier quality which boys sing on the lower
tones that the switch from high to low tones is accomplished
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smoothly and without notice.
The tones which cause difficulty are the overlapping
tones between the two ranges.

The two ranges must be blended.

Rangler (21:20) approaches the problem in this way:
This blending process is best begun by approaching
through the light voice from above. Have the boys sing
down a scale slowly starting about E or F (octave above
middle C) using the "ah" sound. Ask them to mix just a
bit of the heavy voice as soon as it becomes comfortable
to do so. This will be at about G or A. Then as they
progress downward, they should add more and more of the
thick quality to the light. This should be repeated by
half-steps downward.
When boys have mastered the ability to sing in both
a light voice and a heavy voice and are able to blend the two
smoothly, their voice quality has been improved and their
usable range extended considerably.
When the voice begins to change, the boy will have
difficulty smoothing over the break between the ranges.
However, before it becomes impossible for him he will,
through this procedure, have developed lower tones within
the range of a lower part.

The boy may then continue to sing

with a wider range of tones than most boys have during the
changing period.
Two vocal activities suggested by Mcconathy (16:84)
for boys approaching the changing voice age are:
1.

Singing the descending scale of the keys of c, B,
B-flat, A, A-flat, and G, with loose jaw and
open mouth, very freely and easily.
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2.

Singing the alto part when the early signs of
thickening tone are apparent, and, as soon as
the voice is clearly in the period of changing,
sing the alto-tenor part in the four-part songs
in the book. By thus gradually going to a lower
part the voice is helped over the changing
period and the 11 break 11 is often avoided.

McKenzie (17:64) believes that the speaking voice as
well as the singing voice should be trained in the unchanged
period.

In agreement with this, Morgan (18:414) explains

that both the singing and speaking voices should function
naturally and smoothly throughout the entire adolescent
period if careful vocal training has been exercised in the
grade school.

Very little difficulty in singing and speaking

will be met if relaxed and natural vocal production has been
established.
III.

PHYSIOLOGICAL AND PSYCHOLOGICAL CHANGES
DURING THE CHANGING VOICE PERIOD

About the time a boy reaches the junior high school
level, his voice begins to undergo a drastic change in both
quality and range, lowering from treble to a voice with
masculine quality.

This frustrating phenomenon is called the

voice change.
According to Gilbert (12:16), the beginning of the
change appears during adolescence, usually when the boy is
about fourteen years old.

By the time he has reached the

age of fifteen or sixteen he may experience feelings of

11

embarrassment and frustration over the results of his
attempts to make his voice perform as it was capable of
performing a few months earlier.

Habits and skills acquired

in the grades are suddenly useless, Swanson {22:50) points
out.

Those things which had been fun and easy before have

suddenly become difficult.

To further complicate the sit-

uation, boys' voices change at different times, and often a
boy will find that he is the only one at a particular time
who is unable to control his voice.
Fishbein (9:746) explains that the voice follows the
physical development of the body and is directly related to
sexual development.

The change which occurs in a boy's voice

during adolescence is caused by the action of male sex hormones produced by the sex glands as these glands begin to
function.

The change in the voice is one of the secondary

male sex characteristics.
Swanson {22:50) believes the best predictor of the
approach of the voice change is the development of pubic
hair.

Height and weight as factors in this prediction are

only fairly dependable since a fat or tall boy may be much
less mature sexually than a short or thin boy.
Giddings {11:169) lists other changes in a boy's
appearance which are dependable warnings of the development
of the larnyx.

These are:
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1.

Widening of the features, particularly of the nose.

2.

Increased fulness of the lips.

3.

Clumsiness of the legs and arms.

4.

Appearance of hair on the face.

5.

Protuberance of the thyroid cartilage (Adam's
Apple).

Immediately before the voice changes, the boy's voice
sometimes has a "very large upper tone that seems to be free
and easy."

Finn (7:138) calls this
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a notable increase of

brilliancy on the high notes" and marks it as one of the
strange phenomenon of the approaching voice change.
Dykema (5:289) explains that the boy loses the ability
to sing high notes, one by one, while gaining the ability to
sing low notes.

The boy's lower tones begin to broaden and

coarsen in quality, and the high tones become shriller and
sharper and cannot be sung comfortably.

These, too, are

signs that the voice has begun to change.
Nordholm and Bakewell (19:99) add that another indication of the change may be a low speaking voice.
Dabney (4:310) maintains that these symptoms usually
do not appear in the average boy until after his fourteenth
birthday.

However, the physical development of each indi-

vidual boy is the determining factor.

A boy of thirteen

might have begun the voice change and may be an alto-tenor
while one of sixteen is still a soprano.
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According to Dykema (5:289), nature gradually loosens
and lengthens the vocal cords so that the pitch of the voice
is lowered.
tones.

The boy should gradually make use of his lower

At the time he begins to develop his low tones and

lose his high tones, the natural thing to do is to have him
stop singing soprano and take a lower part where no effort is
required, and to continue to switch to lower parts as soon as
it is necessary to accommodate his deepening voice.

The

usual procedure is for the boy to sing first soprano, then
alto, alto-tenor, and tenor in that order.

The voice may

then remain within the tenor range or lower to bass quality
and range.

Occasionally, having developed the bass quality

and range, the voice may return to the tenor range.
Grant (13:99) states that sometimes the voice change
is a long, gradual process which may begin as early as the
twelfth year and still not be completed by the seventeenth
year.
months.

In other individuals the change takes but a few
According to Gilbert (12:64), a rapidly changing

voice will probably have a bass quality while a slowly
changing voice is probably destined for the tenor range.
While the voice is changing, Gilbert (12:17) believes
new adjustments must be made constantly in the production of
vocal sounds.

When a boy's vocal habits fail to keep up with

the necessary adjustments, he often loses control of his
voice and cracking and squeaking result.

This is more
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evident in the singing voice than in the speaking voice.
Grant (13:99) maintains that in the middle of a sentence, the
speaking voice may change from its new, deep pitch to the old
high pitch or vice versa.

While this is comical to the lis-

tener, it is embarrassing to the boy.

Sometimes it is even

difficult for the boy to speak, let alone sing.
Nord.helm and Bakewell (19:99) believe that the break
in the voice is due to the development of the vocal cords and
and muscles being unequal.

The vocal cords lengthen and

become thicker during the voice change.

However, the muscles

which support them do not always develop at the same rate.
If both vocal cords and muscles developed at the same speed,
there would be no breaking in the voice.
Dykema (5:287) believes that the break is due to the
unequal development of the cartilages and muscles of the
larnyx, the muscles developing more slowly.
If a boy sings lower and lower as his voice changes,
Giddings (11:170) believes his voice will never break, especially if he sings in a light, sensible way.

A boy has

trouble with his voice during the change because he has overworked it.
Mcconathy (16:84) suggests that the vocal cords be
exercised so that they gradually become thicker and stronger.
If this is done the vocal muscles will be equal to their job
of supporting the larnyx as it grows bigger.
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Dabney (4:310) recommends that regular vocal exercises
be given to guard against breaking.

These exercises are:

1.

Vowels, preceded by consonant "N."

2.

Starting on E, first line, and reaching up to
second line G, moving the head only, from side
to side, and, as the exercise goes higher,
moving the head forward. Stiffness in the back
of the neck oftentimes makes a hoarse tone.

3.

"No-na," with movements of the head.

IV.

CARE AND TREATMENT OF THE CHANGING VOICE

There are two schools of thought on singing during
the changing voice period.

According to Grant (13:99), some

English writers hold that the boy should not sing from the
time his voice begins to change until it has become completely
settled.

The voice should be allowed to rest until the

change is accomplished.

McKenzie (17:3) states that this

view is known as the traditional or break theory.
McKenzie also explains that there seems to be general
agreement among many American authorities that a boy's voice
changes gradually and that he may sing throughout this period
provided he uses his voice correctly.

This theory is called

the modern or American theory.
In regard to the range of changing voices, most junior high school vocal teachers advocate one of two theories.
According to Andrews and Leeder (1:138-9), one theory
advances the belief that there is a gradual lowering of the
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voice during the voice change and that the voice has a very
small range.

Boys' voices are called alto-tenor during the

changing process.
In the second theory the changing voice is called the
cambiata and has a range extending from F below middle C to
C above middle C, a larger range than in the alto-tenor the-

ory.

While the voice is changing, it retains some of the

alto quality and range and does not shift into a range limited to the tones between the staves.

Both theories include

the belief that there need be no break in the voice if it is
handled correctly.
Nordholm and Bakewell (19:100) explain that during
adolescence a boy's voice can be classified in one of five
categories:
or bass.

first soprano, second soprano, alto, alto-tenor,

The ranges and characteristics of these categories

are:
l.

First soprano: Light quality. Range: E (first
line) to G (first space above the staff).

2.

Second soprano: Light quality.
to E {fourth space).

3.

Alto: Rich, full, vibrant quality. Range: A
(second line below staff) to C (third space).

4.

Alto-tenor: Richt mellow quality. Range:
(below middle CJ to B (third line).

5.

Bass: Deep and heavy quality. Range:
space, bass clef) to Middle c.

Range:

Middle C

F

C (second
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To place boys in the various categories, a well-known
song such as "America" should be transposed to the key of E
or E-flat, and the boys should be asked to sing it in unison.
Those boys who sing the song an octave lower than the rest
are asked to drop out.

The high voices then are asked to

sing the song in the key of B-flat to further classify them.
By testing in this manner, it is possible to divide the boys
into the various categories.
Andrews and Leeder (1:139) suggest calling the boys
in the top three categories "high voices,"
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middle voices,"

and "low voices" rather than soprano, second soprano, and
alto (to avoid any possible suggestion of femininity).
Cooper (3:2) advocates dividing boys into three rather
than five categories.

These are:

1.

Soprano: Range: B-flat (below middle C) to F
(top line, treble clef).

2.

Cambiata: Range: F (below middle C) to C (third
space, treble clef).
Baritone: Range: B-flat (second line, bass clef)
to F (above middle c).

Classification into the three categories is accomplished by the following steps:
1.

The teacher asks the class to sing "Way Down Upon
the Swanee River" in the key of B-flat.

2.

As the class sings, the teacher taps on the
shoulder those who are singing the song an
octave lower than the others.

3.

The boys who have been tapped remain silent while
the song is sung again in the key of G-flat.
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4.

The teacher this time taps those who are singing
in the high soprano range.

5.

For a final check all untapped boys sing the song
again in the key of B-flat.

6.

The class is then ready to be regrouped as soprano,
cambiata, and baritone.

Occasionally, but rarely, a boy with a bass range of
F (first space below the bass clef) to middle C will be
found.

However, Andrews and Leeder (1:142) caution that the

boy bass should not be confused with the adult bass.

The

range of the young bass should not be too low, C below middle
C usually being the accepted limit to their range.

Although

some boys can sing lower than this range, it is unwise to do
so to any great extent.

Since the voice is on its way down,

some of the top pitches may be lost.
According to Cooper (3:2), the entire process of
classification should take not more than five minutes in
order to avoid unrest among those eliminated first.

In addi-

tion, the cambiata voice can be distinguished only when it is
tested along with other voice types.

Therefore, individual

testing should not be attempted.
Hesser (14:207) maintains that voices should be tested
at the beginning of each semester and frequently thereafter.
Reclassification will be necessary from time to time as the
voices continue to change.
Nordholm and Bakewell (19:100) state that it is
important to keep the changing voice within its own range if
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breaking is to be avoided.

If the voice is forced outside of

its range by as much as just one note, a break will be
apparent.
Cooper (3:3) states that unison songs must lie within
the range of B-flat (below middle C) to C (third space,
treble clef) if junior high groups of boys or groups of mixed
voices are to perform them.

Nordholm and Bakewell (19:100)

explain that a boy with a changing voice should not be
expected to sing unison songs an octave lower than the rest
of the group as this may force him into a premature bass.
Cooper (2:4-5) explains that the changing voice does
not include the higher notes of the alto or the lower notes
of the tenor.

Since no part is available for the changing

voice in the performance of choral work which uses the full
ranges of the alto and tenor, music must be written especially for the range of the changing voice.
Cooper (2:5) asserts that:
Choral arrangements must be written in such a manner
that the alto-tenor has a simple but pronounced melodic
line, involving simple scalic figures interspersed with
easy interval leaps. A parallel condition exists with
regard to the boy baritone, many of whom will but recently
have dropped from the alto-tenor range, and who cannot
with ease focus on rapid changes of pitch. Simple contrapuntal devices should be employed throughout the parts
these boys will sing, and arrangements which feature
recurring sequential passages will be very popular with
the boys.
Hesser (14:207-8) declares that adult male chorus
arrangements cannot be used with junior high school boys'
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voices.

Nordholm and Bakewell (19:101), in addition, state

that music written for the senior high school is also unacceptable for use in the junior high.
In regard to part singing, Hesser (14:207-8) points
out that the junior high school is the logical place to begin
three or four part singing since a variety of ranges from
soprano to bass will be found among boys' voices.

However,

the music must be selected or adapted to fit the respective
vocal ranges of the boys on each part.
Hesser (14:208) maintains that although no song has a
place in the junior high school unless it is musically worthy, the selection of song material for junior high students
should be based upon adolescent interests, cultural heritage,
emotional or mood content, and social value.
According to Morgan (18:449), a variety of vocal
selections should be used for an effective vocal program.
Both secular and sacred songs should be used.

Secular songs

should include folk songs, patriotic songs, sea chantys,
cowboy songs, humorous songs, work songs, and sentimental
songs.

The types of sacred songs used should include hymns,

chorales, spirituals, and songs of holidays such as Christmas, Easter, and Thanksgiving.
At this age boys are not too interested in love songs
unless they are sung in a humorous vein, and, normally, boys
are not too interested in flower songs or "songs about
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rippling brooklets."

Although boys may indicate that they

like popular songs, they usually will not stand the necessary
repetition, and interest begins to lag before they are worked
out.
Morgan (18:449) feels that correct singing practices
are necessary in the training of the adolescent voice.

These

have to do with correct posture, diaphragmatic breathing, and
relaxed throat, jaw, and tongue.
Morgan explains that erect comfortable posture is
attained by placing both feet on the floor, holding the chest
high, keeping the chin drawn slightly in and slightly downward, and sitting slightly forward away from the chair back.
When standing the same position should be used above the
waist line.

One foot should be placed slightly ahead of the

other to give the body flexibility and poise.
Since the breath gives power and potency to singing,
Morgan tells us that diaphragmatic breathing should be deep,
natural, and free, and should cause an expansion of the waistline.

To establish diaphragmatic breathing, a prolonged tone

may be sung with the feeling of lifting and flattening the
abdomen while feeding air steadily into the tone until the
breath is gone.
To improve breath control, Hesser (14:208) suggests
the following activities:
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1.

Inhale slowly, expanding all around the waist
line. Do not raise shoulders.

2.

Hold the breath eight counts.

3.

Exhale the breath for three counts either silently
or with humming or singing a vowel on a given
pitch.

4.

Sing increasingly long phrases with one breath
daily.

Morgan (18:449) suggests two ways to establish relaxation of the throat, jaw, and tongue.

One is by placing two

fingers, one above the other, between the teeth.
by having the singers speak
tion.

11

Another is

aw 11 or assume a half-yawn posi-

This position, with the chin slightly down and in,

causes the tongue and jaw to relax.
Distinct qualities of diction are essential in both
singing and speaking, and correct habits in speech and
singing should be stressed by vocal teachers, Morgan states.
Attention should be given to pure vowels, distinct consonants,
and proper accentuation.

If this is done, refined artic-

ulation, enunciation, and pronunciation should result.
Fishbein (8:210) states that adolescents should continue to sing to keep the laryngeal muscles in good condition
but the volume should be kept down.
made to force the voice.

No attempt should be

Grant (13:100-101) points out that

the boy should not attempt to sing too high, too low, or too
loudly since abusing the voice in these ways may result in
permanent damage to both the singing and speaking voice.
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Hesser (14:207) maintains that at the time the boy's
voice change presents itself at the junior high school level,
girls' voices are changing, too.

Therefore, there is a

diversity of vocal problems at this level with girls'
unchanged, changing, and changed voices.

For this reason

it is recommended that girls and boys be segregated for their
vocal music classes during this time.
However, Cooper (2:5) asserts that in school classes
both boys and girls can be found singing the same parts.
Consequently, successful choral arrangements may be performed
by such a mixed group.

CHAPTER III
SUMMARY AND CONCLUSIONS
The voice is produced in the larnyx or voice box.
Singing and speaking are produced by the vibration of the
vocal cords inside the larnyx.

The voice box of the male

increases rapidly during adolescence.
The best preparation for the changing voice period is
in the unchanged voice period.

Children should sing with a

lyric quality and within a specified range, from B (below
middle C) to G or G-sharp (above the treble staff).

Boys

who develop the ability to sing in a light voice and a heavy
voice and are able to blend the two will have a larger range
of tones when the voice change begins.

The speaking voice

should be trained before the change, also.
The approach of the voice change can be predicted by
various changes in appearance and in the voice.

The change

usually begins around age fourteen, the length of time
required for the change varying with the individual.

As the

voice deepens, the boy should switch to increasingly lower
parts when singing.
The unequal development of the vocal cords and muscles
occasionally cause a boy to lose control of his voice, and a
break in the voice results.

Correct singing practices and

exercises may help eliminate the breaking of the voice.
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Some authorities believe the boy should sing throughout the changing period; other authorities believe he should
not.

The general view among American authorities is that a

boy's voice changes gradually and that he may sing throughout the changing period.
The changing voice becomes a lower voice.

Boys'

voices should be classified as to their respective ranges
for singing.

These ranges are:

1.

Soprano: Range: B-flat {below middle C) to F
(top line, treble clef).

2.

Cambiata: Range: F (below middle C) to C (third
space, treble clef).

3.

Baritone: Range: B-flat (second line, bass clef)
to F (above middle c).

Frequent reclassification is necessary as the boys' voices
continue to change.

Only choral arrangements written for the

changing voice should be used.

Part singing and unison

singing may be used if the music fits the vocal ranges of the
boys.
Correct singing practices should be adhered to, such
as correct posture; diaphragmatic breathing; relaxed throat,
jaw, and tongue; proper breath control; and good diction.
Some authorities believe that boys and girls should
be segregated for junior high vocal music classes.

Other

authorities believe that an effective program can be carried
out with boys and girls in the same class.
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